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One of the foremost tasks in the history of music theory 
is the evaluation of the significance and influence of the 
music theories of the past. In this regard, the theories of 
Jean-Philippe Rameau and those of Heinrich Schenker, for 
example, have deservedly received great attention. But in 
the meantime, nineteenth-century German harmonic theories 
have gone unnoticed--at least by American theorists--and the 
works of such notable theorists as Hauptmann, Helmholtz; 
Oettingen, ard Riemann have yet to be fully assessed and 
interpreted. One of these theorists, Moritz Hauptmann 

IThis is not to say that no work has been done recently 
in the area of 19th-century theory. William C. rvUckelsen 
deals with Riemann and his predecessors (Hugo Riemann's The
ory of Harmony, with a translation of Riemann's History of 
f'lusic Theory, Book III [Lincoln: University of Nebraska 
Press, 1977]), as does Gerhard Wuensch ("Hugo Riemann's Mu
sical Theory," Studies in r.1usic from the University of Wes
tern Ontar i a [1977], pp. 108-124). Ruth Solie discusses 
Riemann in her review of Mickelsen's book (19th Century Mu
sic [November, 1978J, pp. 178-185). Certain aspects of 
Hauptmann's and Riemann's theories are characterized by Wil
liam Caplin ("Tonal Function and Metrical Accent: A Histori
cal Perspective," Music Theory Spectrum [1983], pp. 1-14). 
Yet the articles are necessarily limited in scope, and Mick
elsen's discussion of Riemann's predecessors, as a survey, 
merely summarizes. I know of no recent English-language 
source which acknowledges the existence of the many lesser-
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(1792-1868), with his main work, Die Natur der Harmonik und 
der r'l;!t,rik (The N.atu,re o.f Harmony a!1d Heter), pub~ishe~ in 
1853, nolds partIcu~ar Interest both because of hIS unIque 
approach to music theory, as well as for the great influence 
which his work had upon later German theorists. 

Hauptmann's harmonic theory has not gone totally unno
ticed in this century, hO\'lever. Peter RurnmenhBller f the 
primary interpreter of Hauptmann's theory and of German har
monic theory in the second half of the nineteenth century, 
claims that Hauptmann's work is "unprecedented and without 
equal not only for ~is time, but also for music-theoretical 
thought in general." For Matthew Shirlaw, Hauptmann's work 
is "undoubtedly one of the most important and valuable works 
on harmony which we possess. Hauptmann I s musical insight, 
sound musical judgement, and clear discernment of harmonic 
facts, have been surpassed by no other theorist.,,4 More 
recently, Robert Wason has drawn a parallel between the ex
traordinary influence of Simon Sechter upon later Austrian 

known theorists publishing in and around Leipzig in the sec
ond half of the 19th century. There are several excellent 
German-language publications: Peter RummenhBller I s filusikthe
oretisches Denken 1m 19. Jahrhundert. Versuch einer 
erkenntnis-theoretischen zeugnisse in der Musiktheorie (Re
gensburg: Bosse, 1967), and Moritz Hauntmann als Theoretik
er: Bine Studie zum erkenntniskritischen Theoriebegriff in 
der Musik (Wiesbaden: Breitkopf & H~rtel, 1963); and Martin 
Vogel, ed., Beitr~ge zur Musiktheorie des 19. Jahrhunderts 
(Regensburg: Bosse, 1974). 

2Moritz Hauptmann, Die Natur der Harmonik und der Met
rik (Leipzig: Breitkopf & H~rtel, 1853, 2/1873). Trans. and 
ed. W. E. Heathcote as The Nature of Harmony and Meter (Lon
don: Swan Sonnenschein, 1888). [The German edition of the 
above '\'lOrk will hereafter be cited as "NH~l."] Other vlOrks 
by Hauptmann are: Briefe von Moritz Hauptmann .•• an Franz 
Hauser: ed. Alfred Sch5ne (Leipzig: Breitkopf & H~rtel, 
1871); Briefe von Moritz Hauptmann ..• an Ludwig Spohr und 
andere, ed. Ferdinand Hiller (Leipzig: Breitkopf & HM.rtel, 
1876); the above two works trans., ed. and arr. by A. D. 
Coleridge as The Letters of a Leipzig Cantor, 2 vols. (Lon
don: Novello, 1892); ErlM.uterung zu Joh. Sebastian Bachs 
Kunst der Fuce (Leipzig: Peters, 1841); Die Lehre von der 
Harmonik, ed. Oscar Paul (Leipzig: Breitkopf & H~rtel, 
1868) ; Opuscula. Vermischte Aufs~tze (Leipzig: Leuckhart ,1874) • 

3peter RummenhBller, "Moritz Hauptmann: Der Begrfinder 
einer tranzendental-dialektischen Musiktheorie," BeitrAge 
zur Musiktheorie des 19. Jahrhunderts, ed. Martin Vogel (Re
gensburg: Bosse, 1966), p. 11. 

4Matthew Shirlaw, The Theory of Harmony, 2nd ed. 
(Deka1b, Illinois: Dr. Birchard Coar, 1955) I p. 352. 
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's si ificance there re clearly rec-
ognized. Yet neither his harmonic theory itself nor its 
subsequent influence has been sufficiently red, it 
might even sa t his work is today rega ed with a 
certain measure of s There may be several reasons 
for this, the most formid Ie of i 1S the difficu 

lch Hauptmann!s work presents to the re r, resulti 
from his at to ilosophy with music rye 
His main purpose is to music conform 
to, and are ress ions of, one s i Ie, universal, natural 
law--a law whi appears to t elian dialectic. In 
the att to ish is end, 's music per-
ceptions are more often t not buri dense prose 
philosophical jargon. Indeed I this vias the main contempo
r ary cr it icism of his work. C. E. Naumann, one of Haupt
mann I s students I noted in 1858: "As to the philosophical 
concepts corresponding to Hegel's manner of thinking, it 
seems to us that they merely make access to a source, re 
so amply flowing h mus ical theoret ical truct ion, 

5Robert Wason, "Fundament Bass Theory in Nineteenth 
Century Vienna" (Ph.D. diss., Yale University, 1981) r p. 352. 

r-

°Ha tmann was not the first in the 19th century to 
comb philosophy and music. Gustav Andreas Lautier made 
such an attempt in a quite obscure work entitled Pra.kt i sch
theoretisches Svstem der Musik und Philosoohie, als erste 
Abtheilung eines Grundrisses des Systems der Tonwissenschaft 
(Ber lin: Dunker & Humboldt 1 1827). In fact, this book may 
have provided i etus for Hauptmann's life-long work. 
Hauptmann writes in a letter to Franz Hauser (1828) that he 
is "slaving and sweating and worrying [h If] a great deal 
too much" over Lautier's book. "To extent it is a new 
system of Philosophy • . . I cannot say; but he often quotes 
Hegel th great admiration. 1I Hauptmann admired this work 
because it combi music and philosophy, though admitt 
that cons r Ie di iculty h the ilos ical 
language (Letters, I, pp. 21-23). Lautier's book is 
reviewed in the Allgemeine Musikalische Zeitung, 30. Jahr
gang, No. 10 (1828), pp. 149-153. 

7Mickelsen writes "T introduction to 's 
treatise • • . states the entire work is after the or-
der of el method plan, i.e., Hegelian dialectics." 
(Hugo Riemann's Theory of Harmony, p. 12), when, in , 
Hauptmann not once mentions the name of Hegel in his work. 
Rummenh611er feels that the extent to which Hauptmann's work 
is "Hegelian" is debatab , and that it is more proper to 

ak of an "indirect" influence from German Ide istic phi-
losophy (Kant, Fichte, Hegel) in gener (Ivloritz Hauptmann 
als Theoretiker, p. 118). 
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more difficult."8 References to this opinion later appear 
in many sources,9 the feeling that 's theories 
could be rendered more easily understandable prompt sever
al of his students to write their own books on ha 

Another significant criticism of Hauptmann's theory 
arises from a distrust of deductive music theories in gener-
al. Hilton Babb has written that one i acy of "a 
great body of pre-20th century 'theory' ( much of 20th 
century 'theory') ••• reflects what has long been an occu
pational hazard r& theorists of music: the ile concern 

th luI timacy I ." He also claims that if the scientif ic 
method "is not extensible to musical theory, then music 

ry is not a theory in any sense in which term 

8"was d an die Spitze rselben gestel1ten, der He-
gel'schen Denkweise rechenden philosophischen Begriffe 
anlangt, so sche es uns, als erschwerten sie nur Zu-
gang zu dem hier so reichlich fliessenden Quell 
musikalischen-theoretischer Belehrung" (C. E. Naumann, Ueber 
die verschiedenen Bestimmungen der TonverhAltnisse und die 
Bedeutung des pvthagoreischen oder reinen Quinten-Systemes 
fUr unsere heutiae Musik [Leipzig: Breitkopf & HArtel, 
1858] I p. 43n). 

9Hermann von Helmholtz, Die Lehce von den Tonempfin
dungen als physiologische Grundlaae fUr die Theorie der Mu
sik (Braunschweig: F. Vieweg & sonn, 1863). Trans. and rev. 
Alexander Ellis as On the Sensations of Tone as a Physiolog
ical Basis for the Theory of Music (New York: Dover 
[reprint], 1954), p. 276n: and Otto Tiers , Systeme und 
f1ethode der Harmonielehre Leipzig: Breitkopf & HM,rtel, 
1868), p. Sn). Arthur von Oettingen (Harmoniesystem in du
aler Entwick1ung [Dorpat & Le ig: TJil. GlAser, 1866] i p. 3) 
quotes the entire passage from Naumann, but says that 
cannot agree th this as a criticism of Hauptmann's work, 
" r it must not be rgotten that at time when Haupt-
mann wrote his work, the physical and io10gical basis 

as not yet developed as far as it has now been by 
He oltz's research"("Diesem Urtheil, so rn es ein kr i
seri es sein solI, kann ich meinerse s nicht beistimmen, 
denn es darf nicht vergessen werden, dass zur Zeit, als 
Hauptmann sein Werk sc leb, noch nicht die physik isch
physiologische Grundlage in ihrer cklung so weit ge
diehen war, wie jetzt durch Hel oltz's Forschungen."). 
Oettingen does express the sh, however, that Hauptmann had 
used common logic rather than Hegel's manner of reasoning. 

10rvlllton Babbitt, "Past and Present Concepts of the 
Nat u rea n d L i In its of 11 u sic I II Per s ps,-"C::,.:t::,.:l:::..· v.....:::e,:::.s"-,o"",n","--,C"-,o"",n"",'"",t",,e...,ln"-l:p,-,o:::.,,r ... a==.r-,-Y 
Husic Theory, • Benj n Boretz rd T. Cone (New 
York: Norton, 1972) I p. 5. 
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been employed. ,,11 These comments do apply to Hauptmann IS 

purely deductive theory. though they are not directed 
specifically at his concern th "ultimacy," 
they do highlight an important t of contention in nine-
teenth-century German theory: t est ion of deductive ver-
sus i uctive met Some theorists (e.g., vveber, Helm
holtz) rejected deductive methods such as Ha tmann' ; 
Ha rejected inductive methods such as t 1 

others (e.g., Tiersch, Thtlrlings, ) felt t t a cor
rect rousic theory must combine i uctive and deductive meth
ods. lL At present, we may tend to i re 's theory 
because of its si 1 nded pre ion with a "universal 
law," something which in itself cannot possibly be proven 
true or false. 

Nevertheless, it is this "si 1 nded" app 
sets Hauptmann's theory apart from others, as 
to base his system on a single, general princ 

1ch 
attempted 
e. 13 And 

al though Hauptmann is phi ical 1 e r er 
work" s e to many r rs," nearly every German 
theor 1st in t s If of the n h century was 

uenced to some degree Dy his work. It is for these rea
sons that the present paper deals th Moritz Hauptmann. It 
discusses his ion of "theory" from a historical per-
spectIve considers his i luence upon later theorists. 

The unique nature of Hauptmann's theory can t seen 
when it is contrasted with theories ich came fore 
after. The theory of Gottfr ied Weber 1 for example, in his 
monumental Versuch einer geordneten Theorie der Tonsetzkunst 
(Attempt at an red Theory of I"iusic) ,1::> which preceded 
Hauptmann's work by 35 years, may be described as an induc
tive, descriptive theory. Weber characterizes his work by 
saying that it "is by no means •.. intend to be a ... 

IlBabbitt, "The Structure and Funct 
ry," Perspectives, p. 13. 

Ivlusical Theo-

12The various approaches to music t ry the 19 
century are discussed by Rummenh61ler in "Musiktheorie zwi
schen Induktion Deduktion," Musiktheoretisches Denken, 
pp. 69-76, as well as in other articles in this same work. 

13 It is true that Zarlino's senario and Rameau's corps 
sonore were single principles, yet it was never c imed that 
these were "universal" principles, "active everywhere." On 
the other hand, Schenker brings "universal" princ es of 
Nature into his theory of rmony, such as the "procreative 
urge," "repetition," and "individual kind." 

14Helmholtz, SensatiQ~E of Tone, p. 276n. 

15Gottfri Weber, Versuch einer qeordneten Theorie der 
Tonsetzkunst, 3 vols. (Mainz: B. Schott, 1817-1821). Trans. 
James F. Warner as Theory of Musical Composition, 2 vols. 
(Boston: O. Ditson, 1851). 
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combination of truths, all derived from one gr princi
ple. . • . The little truth which we have as yet discovered 
in the realm of musical composition consists merely in a 

r of experiments and observations t good or bad 
effect of this or t combination of tones." Weber 
proceeds to catalog and systematize what Hauptmann calls 
only the "external" materials of ition. 

When lileber speaks of "a number of experiments 
vations," one is rend ed of Hermann von Helmholtz, 
concept of "induction" is that of ir ic science. His 
work, Die Lehre von den Tonempfindung.en als physiologische 
Grundlage fUr ~ie 'T'~eorie d:I Ivlusik (On. the Sensati~ns ~~ 
Tone as a PhYSIologIcal BasIs for the Tl1eory of r,lUSIC), 
followed Hauptmann's work by ten years. Helmholtz descri 
his approach: "In the present vlOrk em at t wi 11 
to connect the boundaries of two sciences, which. . have 
hitherto remai practically distinct--I mean the bounda
ries of physica~ And ~hysiolo,ic~~ a?ousti~~ on the 0~6 
S , and of musIcal SCIence ana eschetlcs on che other." 
Later, he the rules of any style of art are the 
"result of tentative exploration or the play of imag ion, 
as the artists . . . by trial discover kind or manner 
of performance best pleases them. Yet science can avour 
to discover the mO~Qrs . .. ich have Deen at work this 
artistic process."l~ He Itz's approach to try, , 
is inductive, empirical, based upon a " r of riments 
and obser ions. " It should be that Weber and Helm-
holtz each meant s i dif rent by "inductive" method. 

In contrast to Weber, Hauptmann is indeed looking for 
"one gr principle,,,20 and in opposition to He ltz, he 
does not feel t musical laws are the "result of tentative 
exploration."2l For Hauptmann, "Music is universally intel-
1 i 9 ible in its ess ion. It is not so for t mus ician 

16weber, Theory of Musical Composition, p. xiii. 

Itz, oJ? cit. 

l8Helmholtz, Sensations of Tone, p. 1. 

19 Ibid ., p. 235. 

20 Ha tmann takes a some negative view of Weber, 
calling him the "Messiah for e who give exc ions in-
st of rules" (Letters, I, p. 238). 

21 Ha says "Helmholtz's certainly de-
serves all the homage that is paid to it, but people t 
to disti uish between physiology and psychology. He 
completely ignores the latter, is in error, 
supposes that he has touched even s rficially upon the 
Theory of Music" (Letters, II, p. 174). 
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alone, it is for the spirit of mankind in general."22 For 
this reason, the principles of music theory must arise from 
laws which are not purely musical. He says: "That which is 
musically inadmissable is not so because it is contrary to a 
rule determined by musicians, but because it opposes a natu
ral law given to musicians from mankind, ~~cause it is logi
cally untrue and of inner contradiction." 

This natural, universal law based in mankind is stated by 
Hauptmann as follows: "unity with the opposite of itself and 
the removal of this opposite, [or], immediate unity, which 
through an element of disunion with itself passes into medi
ated unity. 1124 These steps can be given more concisely as 
follows: I. Immediate unity (unmittelbare Einheit) f II. In
ner opposition (innerer Gegensatz) 1 and Ill. Mediated unity 
(vermittelte Einheit) (union of I and II). Hauptmann uses 
the Roman numerals I I II, and III throughout his work to 
represent these three stages of the dialectical process. 

The explanation of how this principle is expressed in 
musical laws pervades Hauptmann's theory, which I would now 
like to discuss, focusing on the concepts of triad and key. 

The most basic expression of the law given above is found 
in the production of a single tone (Klang). In Example I, a 
stretched string is represented. Letter c denotes a state 
or rest, or "being in self" (das In-sich-sein). As the 

Example 1. A tone (Klang) arises. 

stretched 
string: .; 

" 
". 

....... 

a ..... ---... - .... ,.. ...... 
C " ) 

".-..... ...... - ----
b 

221lDie Musik ist in ihrem Ausdruck allgemein verst!nd
lich. Sie ist es nicht fUr den Musiker allein, sie ist es 
filr den menschlichen Gemeinsinn" (NHM, p. 6). 

23"Was musikalisch unzul!ssig ist, das ist es nicht aus 
dem Grunde, weil es einer vorn Musiker bestirnmten Regel ent
gegen, sondern weil es einem, dem Musiker vom Menschen ge
gebenen, natilrlichen Gesetz zuwider, weil es logisch unwahr, 
von innerem Widerspruche ist" (Ibid., p. 7). 

24". • • die Einhei t mit dem Gegensatze ihrer selbst, 
und der Aufhebung dieses Gegensatzes:--die unmittelbare Ein
heit, die durch ein Moment der Entzweiung mit sich zu ver
mittelter Einheit ilbergeht" (Ibid., pp. 8-9). 
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string vibrates, it momentarily comes to rest at points a 
and b , which represent "being outside of self" (das Ausser
s ich-sein) • As the str ing passes from point a to point b 
through c, a tone is produced. Hauptma~ calls this process 
"coming to self" (das Zu-sich-kommen). Thus the most ba
sic element of music is givena "philosophical basis." 

The single tone, as a "mediated unity," may be combined 
with other tones to form the intervals of triads. Since the 
octave, fifth, and major third result directly from the ap
plication of the dialectical principle, they are the only 
intervals which are "directly intelligi e" or "understand
able" (direkt verst&ndlich). The octave represents (I) uni
ty; the fifth, (II) duality. The third, that is the major 
third, fills in the emptiness of the fifth--as the (III) 
unity of duality--to form a major triad. For Hauptmann, a 
construction of fundamental intervals going beyond t e 
three is impossible (NHM, p. 21ff). 

In his explanation of the major and minor triad, Haupt
mann distinguishes between "positive" and "negative" unity. 
In Example 2a, the major triad is shown to represent a posi-

Example 2. The triad. 

a. major: I II 
C e G 

I - III 

b. minor: II I 

F ab C 

III - I 

or 

c. minor: I II 
F a~ C 

I - III 

tive unity, because the fifth and third--shown with Roman 
numerals--are built in an upward direction from the root, C. 
The minor triad, on the other hand, in Example 2b; is con
structed in a downward direction from the fifth, C; there
fore it is an expression of a negative unity. (You will 
notice that in Hauptmann's letter-notation, upper-case let-

25This explanation of Klang comes from Hauptmann's 
Opuscula, p. 2. 
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ters represent roots and fifths, and lower-case letters, 
thirds.) Since t rnajor trl strives rd, it is ca
pable of expressing happy sentirnents. The nor tri , 
whi presses downvlard, resses mourn 1 e 1 ings (NHf'l, p. 
35) • 

The minor tri may 0 be represent as in Ex Ie 2c, 
re the fifth, C, is s to have a " basis," that 

is, it is both fifth and third. Hauptmann, for reasons 
which we 11 not consider, uses this representation of the 
minor tri as an anation of s "Dassive" nature (NHM ~ ---, 
p. 35). 

For r the concept "triad" ex beyond sim-
ply three-note cho He izes that all matters of 
human u erstanding are to be rstood in terms of the 
notion of a three-fold or triadic unity of elements. In 
mus , this applies not only to chord formation--as we have 
seen- ut also to key systems, melody, cho succession, 
mete r, and rhythm (NH~1, p. 23). 

Having laid foundation 1 music rstanding-
-the concepts of octave, fifth, and ird--Hauptmann pro
ceeds to show the "inner nature" of key systems. He notes 
t t the triad itself can be divid and raised to a higher 
unity. In Ex 3a, ition, or duality, t es place 

Ex e 3. The major key, a "triad of tri 

a. The two dominants as opposing elements 

I - III - II I - III - II 

F aCe G 

I - III - II 

C e G 

I - III - II 

b D 

II 

b. The middle triad, C e G, unites these opposites, 
emerges as tonic of the key. 

I III II 
....----..... .r' ""' ...-----....... 

F aCe G b D 
'-----"~ 

th the addition of two dominants to a given triad, C e G. 
Example 3b s that the same C-major triad, pI between 
the two dominants, unites these opposing determinations and 
emerges as the tonic of vlhat Hauptmann calls a "triad of 
triads," or a key system (NHfl, pp. 26-27). A key, t re
fore, is made up of the tones contained in tree ry 
tr iads. Secondary tr iads of the key are shown to fall be
tween adjacent primary triads. The "triad of triads" gives 
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rise to a "triad of keys," shown in Example 4 to be the keys 
of F, C, and G major (NHM, p. 31). 

Example 4. The "tri of k " Fi C. G major. 

I III II 

. . . Bb d F a D fl A " e 0 

F c G 

With a great deal of further philosophical reasoning, 
Hauptmann develops the minor key and another, which he calls 
the "minor-major key" (Moll-Dur-Tonart). It ght seem per
fectly "logical" to construct the minor key as a "triad" of 

nor triads, such as the one given in Example 5a. But 

Example 5. The minor key. 

a. "Triad" of minor triads is unsuitable, lacks 
"positive" unity. 

. . . . . . 

b. OPPosing element: the note G is placed as both 
"positive" and "negative" unity. 

+ 
I - III -II 

C eb G b D 

II - III - I 
'4 

c. Addition of the minor subdominant, F ab C. The 
"negative" element, C el} G, is placed in the middle 
as tonic. 

~,.....---......~ 
F ap C eV G b D 
~'-.-/ 
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H tmann feels that this system is unsuitable because it 
contains no positive unity, that is, no major triad, from 
which the minor triad could be derived (for Hauptmann, the 
"negative" element must be premised upon the "positive"). 
Therefore, in Example 5b, the minor key is premised upon a 
major triad in the position of the dominant, G b D f whose 
positive unity is the note G. This same G en in a nega
tive direction gives the minor triad, C e-flat G. Example 
5c shows that with the add ion of the minor subdominant, F 
a-flat C, the middle triad emerges as t tonic of the minor 
key. Example 6 gives the "major-minor key," where the "neg-

Example 6. The "minor-major key" (£llo11-Dur-Tonart). The 
"negative" element is placed as s ant. 

~~~ 
F a~ C e G b D 

~'----'" 

ative" element is placed in the position of the subdominant. 
This key is used more often "in the sentimental style of 
modern music than in the older" (NHM, p. 40). 

But these systems produce only three primary triads and 
two secondary triads between them. Where are the other two 
triads of the key? Hauptmann explains that the major, mi
nor, and "minor-major" keys are "closed" or "finite" sys
tems, and that they fail to produce all the triads of the 
key. Example 7 shows how the rema ing triads, those on the 
second and seventh scale degrees, are obtained by "joining 
the limits" of the key system, that is, by bringing the 
right-most pitch, D, over to the left side, and the left
most pi tch IF, to the right side. Since this produces a 
circular design, Hauptmann calls this system an expression 
of the "finite as infinite" (Nm1J., p. 42). These additional 
triads, including the supertonic triad in a major key, are 
"diminished" t,iads. 

Besides these diatonic triads, other harmonies are pro
duced by shifting the key system by one note toward the dom
inan t side, the "ave r lapping system" (fiberg reifendes Sys
tern). Example Sa gives the "overlapping system" in C
major, where the diatonic pitch F is replaced by an f-sharp. 
The process of "joining the limits" which we saw earlier 
gives the triads D-f-sharpIA and f-sharpla-C. The same pro
cess in C-minor, shown in Example ab, gives what Hauptmann 
calls the "so-called 'augmented sixth chords l

" D-f-sharpla
flat and f-sharpla-flat-C. These triads are useful for em
phasizing the dominant harmony thout actually modulating 
to the key of the dominant (NHH, pp. 50-51). 

With the concepts of the triad and the key system, Haupt
mann lays the foundation for further consideration of 
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Example 7. The process of "jo ing the limits" of the key 
system gives t "diminished" triads of the key. 

a. major: 

"* 
~ 

D I F a 

b. minor: 

c 

c 

e G 

e9 G 
....-----...... 

b D I F 

Example 8. The "overlapping" key system (das 6bergreifende 
Tonartsystem) . 

a. major: 

F - a - C - e - G - b - D 

.,. C G b D fifo ~ dominant a - - e - - - - side 

b. minor: 

F - a~ - C - e~ - G - b -'D 

a~ C ev G b D fifo--+ dominant .- - - - - - - side 

scales, chord progression, dissonance, seventh chords, modu
lation, and other subjects contained in Part One of his 
work, as well as for his theory of meter and rhythm in Part 
Two I' and of "harmonic-meter" in Part Three. We have seen 
how important the three-part dialectical principle is in 
Hauptmann's theory: The single tone itself is made up of 
three elements, the triad consists of three tones, the key 
of three triads, the most closely-related keys form a "triad 

keys," and the work itself is in three parts. (I suppose 
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also that Hauptmann's theory represents "unity," the reader 
represents "inner opposition"--since the intellect is so 
weak in this regard--and the understanding of Hauptmann's 
theory which comes through diligent study represents the 
"resolution of opposites.") These concepts of tone, triad, 
key, and "triad of keys" proceed directly from the dialec
tical principle, but other aspects of harmony result from an 
indirect progression, and can be understood only with the 
aid of some "mediating" element or process. Thus the tri 
on the second and seventh scale degrees, the "diminished" 
triads of the key, can be found only by "joining the limits" 
of the "finite" key system, and certain augmented s th 
chords, for example, are explained by a shift of the key 
system into the region of the dominant. 

Most important in Hauptmann's theory of triad is his 
idea that the nor triad is a negative version of the m~~ 
jar, that it is built logically from the fifth downward. 
You will remember, however, that Hauptmann also presented 
the minor triad built from the root upward, in order to show 
that the fifth of the triad has both fifth- and third-mean
ing. This manner of presenting the minor tr iad is irksome 
to strict harmonic dualists, because it is inconsistent with 
the idea that the minor is the opposite of the major. This 
factor, along with others, has created some discussion as ~9 
whether Hauptmann is actually to be considered a dualist. 
\~Thether he was a du ist or not, the idea for harmonic dual
ism was contained in his explanation of the minor triad. 
Riemann says: "Hauptmann's memorable discovery that the mi
nor chord ought to be regarded as a major chord ide down, 

26Hauptmann does not inten~, however, minor triads 
are to be heard from their fifths downward (Opuscu1a, p. 54; 
Briefe ••. an Franz Hauser, p. 276). 

27 Both Rummenh611er and Richard Mfinnich argue that 
Hauptmann was not a dualist, as was Oettingen, for example. 
For M8nnich, dualism "was a mere episode in his musical 
thoughts." (Rummenh611er, "Moritz Hauptmann," BeitrAge, p. 
27, and "Bemerkungen zum Dualismus," Musiktheoretisches Den
ken I' pp. 77-81; f'lfinnich, "Von Entwicklung der Riemannschen 
Harmonielehre und ihrem Verh!ltnis zu Oettingen und Stumpf,lI 
Riemann-Festschrift [Leipzig: lYlax Hesse, 1909. Reprint. 
Tutzing: Hans Schneider, 1965], p. 61.) On the other hand; 
~lark Hoffman writes: "The chief emphasis of Hauptmann's the
ory is his insistence on the harmonic dualism of major and 
minor" (Netv Grove Dictionary of f1lusic and iYlus i cians, 20 
vols., ed. Stanley Sadie [London: MacMillan, 1980], article 
"Hauptmann") . It is true that Hauptmann thought of the mi
nor triad as the opposite of the major triad, but he did not 
attempt to base his complete system upon this idea, as did 
Oet t ingen. I ""ould recormn.end i as does Rummenh611er, that 
Hauptmann be thought of not as a dualist himself, but as the 
initiator of the idea for harmonic du ism in the 19th cen
tury. 
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developed negatively instead of positively, made a great 
sensation. ,,:l(j This "memorable discovery" was taken to the 
extreme by some theorists, who went so far as to label minor 
triads by their fifths (since they are built from this tone 
downward), and to tr¥ to prove that they are he in this 
upside-down fashion. 9 Heinrich Schenker rightly dec~ared 
that these theories ignore compositional practice,3 but 
this cri~fcisrn came too late for Kraushaar, Oettingen, Hein
zelmann, Thfirlings, and Riem~9n, and remained unheeded by 
some dualists in this century, all of whom expended great 
energies in basing their theories upon an idea which, by 
cornpar ison, is not much more than hinted at in Hauptmann I s 
work. 

with regard to Hauptmann's method of presenting key 
system as a "tri of triads," several points can be made. 
First, his method graphically shows the key to be fo 
from the tones contained in the three primary triads--tonic, 
dominant, and subdominant--rather than as a series of whole 

half steps. This idea was not new; its roots are fOU~~ 
Rameau, 'tlhen he first coined the term II sousdominante. II 3 

Other early theorists, such as Daube, Marpurg, and Weber, 4 

28Hugo Riemann, "Die Natur der Harmonik," Sammlung mus
ikalischer Vortr&ge, ed. Paul Graf von Waldersee, Ser ie 4, 
No. 40 (1882), pp. 157-190. Trans. John Comfort Fillmore 
and added to his New Lessons in Harmony (Philadelphia: Th. 
Presser, 1887), p. 24. 

29 Hugo Riemann was anxious to prove that the "under
tone" series was actually a physical phenomena, and there
fore that the minor tr~ad is actually heard according to the 
"downward" series (see Mickelsen, Riemann's Theory of Harmo
ny, pp. 30-35). 

30Heinrich Schenker, Harmony, ed. and annotated Oswald 
Jonas, trans. Elisabeth Mann Borgese (Chicago: University of 
Chicago Press, 1954), pp. xxvi-xxvii. 

31w. Heinzelmann, Der polarische Gegensatz in de! Mu
sik; oder, Neues SYstem der Tonreihen fUr Jedermann 
verst!ndlich ohne Noten (Leipzig: Fleischer, 1867). I have 
not seen this work, but have included Heinzelmann in this 
list of dualists on the basis of he intriguing title ("Der 
polarische Gegensatz"). 

32 For example, Karg-Elert's Polaristische Klang- und 
Tonalit~tslehre (Leipzig: Leuckhart, 1931). 

33Jean-Philippe Rameau, Nouveau systeme de musigue the
orique (Paris: Ballard, 1726), p. 38. 

34Johann Friedrich Daube, Generalbass in drev Accorden 
(Leipzig: Johann Benjamin Andr&, 1756) 1 p. 14. Friedrich 
Wilhelm Marpurg, Systematische Ein1eitunq in die musikal-
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were i key these terms. But 
to have invented this means of di 
a "triad" of primary tria 
each tone of t k is s 
in its scalar contex. Second 
key are shown to be located 
Riemann's theory f 
s t tution," is 
princ of 
gr ically. tern, it is clear t t 
related by fif or one or two common 

ile those triads are a step 
such connection. This is essential to 
chord progression, a it may also be use 
students ho'.'! to flho cormnon tone. Ii 

F 11y, letter-notation by 
cates onation. This is illustrated in 

Ex e 9. 's letter-notation 
in C-major. 

D F - a - C - e - G - b - D I F 
32 
27 

5 
4 

6 
5 

5 
4 

6 
5 

5/4 = pure major third 

6/5 = pure minor third 

5 
4 

6 
"5 

32/27 = Pythagorean minor third 

32 
27 

15 

rs 
as 

tones i 

riefly be re, capital letters designate tones 
gener by re fi from the starting pitch, 
this case is C. 1 letters i icate tones 

re major third above those tones generated by fift 
r p by "joining the 1 ts" (indicated with a 

vertical line) is t Pythagorean minor third. It is a re
sult of s system of just intonation t t s rtonic 
tri , DIF-a in C-major, is a "di nis "triad, s nce 
interval from D to a is less than a perfect fifth. Both 
He ltz Oetti en concurr Hauptmann in his use 

ische Setzkunst nach der Lehrs!tzen des Herrn Rameau (Leip
zig: Breitkopf; 1757), p. 9. Gottfried v\7eber, Theory of 
Musical Composition, I, p. 260. 
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of this system of tuning, though it was clearly unsuitable 
for the music being composed at the time.3~ 

Having discussed several aspects of Hauptmann's theory, I 
would like to turn to a consideration of theorists who were 
influenced by Hauptmann. A list of such theorists, \vhich 
comprises nearly every German theorist from Hauptmann to 
Riemann, might conveniently be divided into two groups. The 
first is made up of those students of Hauptmann who took his 
theories for their own and attempted to popularize them by 
making them easier to understand, or by combining diluted 
versions of his speculations with practical instruction. 
Included here are LO~S KBhler, Oscar Paul, Otto Bghr, and 
Wilhelm Rischbieter,3 as well as Hauptmann himself, for ~, 
too attempted to make his theory easier to understand. 
This chapter in the history of theory might be entitled 
"Hauptmann Simplified." The second group involves those 
theorists who did not swallow Hauptmann's system whole, but 
who nonetheless were indebted to him for many of their ide
as. These are Otto Kraushaar, Carl Friedrich Weitzmann, 

35Hodulation to other keys is limited. On a keyboard 
instrument tuned according to a C-major orientation, for 
example, the tr iad D I F-a is "diminished. II In a modulation 
to G-major, the pitch "a" is out of tune, since it is one 
comma (80:81) lower than the "A" which belongs to the key of 
G-major. More remote modulations becomes impractical. 
Nonetheless, Hauptmann maintains (as do many theorists of 
the 18th and 19th centuries) throughout his work that just 
intonation is "natural," and that it is used by voices and 
stringed instruments. 

36Louis KBhler, Katechismus der Harmonielehre (KBln a. 
Rh.: Tonger, 1885-87); Leicht fassliche Harmonie- und Gene
ralbasslehre (KBnigsberg: Gebrfider Borntraeger, 1861, 
3/1880);"Studien und Betrachtungen r Hauptmann's Buch 'Die 
Natur der Harmonik und Metrik,11I Neue Zeitschrift ffir Musik, 
Band 43 , Nos. 1-6 (1855) I p. l65ff; Systematische Lehrme
thode ffir Clavierspiel und Ivlusik. Vol. II: f"lusiklehre 
(Leipzig: Brei tkopf & Hgrtel, 1858) i "Ueber die Verwerthung 
der Hauptmann'schen Theorie im Unterricht," Neue Zeitschrift 
ffir Musik, Band 69, No. 37 (1873), pp. 373-75. Oscar Paul, 
Lehrbuch der Harmonik (Leipzig: Brei tkopf & H~rtel, 1880). 
Trans. Th. Baker as A Manual of Harmony (New York: Schirmer, 
1885). Otto Bghr, Das Tonsystem unserer 14usik (Leipzig: 
Brockhaus I 1882). Wi lhelm Rischbieter, Drei theoretische 
Abhandlungen fiber Modulation. Quartsextaccord und Orgelpunkt 
(Dresden: F. Ries , 1879); Die Gesetzm~ssigkeit in der Har
monik (Regensburg: A. Coppenrath, 1888). 

37Hauptmann, Die Lehre von der Harmonik. 
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Hermann von Helmholtz, Arthur von
3

0ettingen, Otto Tiersch, 
Adolf Th6rlings, and Hugo Riemann. 8 

Those theorists involved in the simplification of Haupt
mann's theories each highly praised the man and his work. 
Yet they also felt that if his theory was to become widely 
accepted and used, it must be placed in a form which both 
teachers and students of harmony could understand. They 
therefore attempted either to make his theory more accessi
ble to the musician already trained, or to render it more 
practical for the teaching of harmony. But it is one thing 
simply to make the "abstruse" theory easier to understand (a 
feat which has been attempted in this paper), and quite an
other to make it applicable for private or public instruc
tion in harmony. Anyone who has given Hauptmann even a cur
sory reading will wonder how his theory could possibly be 
tailored to elementary instruction. Yet two of Hauptmann's 
students made such an effort, Louis Kehler and Oscar Paul. 
Since the question how Hauptmann's theory could be made 
more practical excites our curiosity, we will concentrate 
our attention here, before br iefly consider ing other theo
rists. 

In a review of Hauptmann's Natur der Harmonik und der 
Metrik appearing in 1855,J9 Louis Kehler, who was a pupil of 
Simon Sechter as well as of Hauptmann, becomes the first and 
most enthus iastic of Hauptmann I s disciples. In this arti
cle, Kehler notes that instruction books say how something 
is to be done, but that Hauptmann's book says why it must be 

380tto Kraushaar, Der accordliche Gegensatz und die 
BegrUndung der Scala (Cassel: C. Luckhardt, 1852). Carl 
Friedrich Weitzmann, Harmoniesystem (Leipzig~ C. F. Kahnt, 
1860); Die neue Harrnonielehre im Streit mit der alten (Leip
zig: C. F. Kahnt, 1869). Oettingen, Harmoniesystem in du
aler Entwicklung. Otto Tiersch, System und Methode der Har
monielehre (Leipzig: Breitkop£ & H~rtel, 1868). Adolf Thar
lings, Die beiden Tongeschlechter und die neuere musikal
ische Theorie (Berlin: L. Leiprnannssohn, 1877). Hugo Rie
mann I "J:.lus ikalische Log ik: Ein Beitrag zur Theor ie der I\1u
sik," Neue Zeitschrift fUr lvlusik, Band 68, Nos. 28-29 
(1872), p. 279ffoj "Die Natur der Harmonik," Sammlung musi
kalischer Vortr!\ge, ed. Paul Graf von Waldersee, Serie 4, 
No. 40 (1882), pp. 157-190, trans. John Comfort Fillmore as 
"The Nature of Harmony," and added to his New Lessons in 
Harmony (Philadelphia: Th. Presser, 1887); "Ueber das musi
kalische HBren," (Ph.D. diss., 1873), published as Nusika 1-
fsche Logik: HauptzUge der physiologiscnen und psychologi
schen Begdindung unseres f1usiksystems (Leipzig: C. F. 
Kahnt, 1874); Vereinfachte Harmonielehre, oder die Lehre von 
den tonalen Funktionen der Akkorde (London & New York, 
1893), trans. H. Bewerunge as Harmony Simplified. or the 
Theory of the Tonal Functions of Chords (London: Augener, 1896) • 

39 KBhler, "Studien und Betrachtungen 6ber Hauptmann's Buch 
'Die Natur der Harmonik und Netrik.'" 



18 INDIA.NA THEORY REVIEW 

done and cannot possibly be done otherwise. He says further 
that Hauptmann is, as a musician (Musikant), the true Kant 
of music (Musik-Kant). It is surprising that K8hler the 
theorist is unknown, especially since this article is only 
one of numerous articles, along wi&h two books, devoted to 
popularizing Hauptmann's theories. 

In 1858, the second volume of his Systematische Lehrme
thode fnr Clavierspiel und Musik (system~~ic Method of In
struction for Piano and :fJlusic) appeared. In the Preface 
to this work, K8hler gives a long list of questions, such as 
"Why is the triad with major third and perfect fifth the 
basis of all harmony? Why are only its intervals perfectly 
consonant?" and so on. He says that these are only a few of 
the many questions which might embarrass a teacher if asked. 
But the answers to such questions have been given by Haupt
mann, and therefore K8hler intends to present Hauptmann's 
theory in a manner more accessible to the student or teacher 
already grounded in theoretical knowledge. 

But we are interested in how Hauptmann's theory is made 
more practical, how it is used in instruction. This K8hler 
does in his Leicht fassliche Harmonie- und GeneZalbasslehre 
(Harmony and Thorough-bass Made Easy) of 1861. He begins 
this book with a description of the intervals of the scale-
not the three "directly intelligible" intervals, but simply 
those intervals found above the first tone of the major 
scale. He explains at this point that a scale is made up of 
a s~ries of whole ~nd 2~lf steps which, when considered har
monlcally, form a key.-

Next we find K8hler's discussion of harmony, beginning 
with the major and minor triad. We might expect Hauptmann's 
theory to enter here, but these triads are given as shown in 
Example 10. K8hler says that the major triad consists of 
the root, "major" ("grosse") third, and "perfect" ("reine") 
fifth. The minor triad is different from the major in that 
it contains a "minor" ("kleine") third with its fifth. 

It is only under the next sub-he tng, "The Heaning of 
Major and Minor" (Die Bedeutung von Dur und Moll), that we 
detect Hauptmann's theory. K8hler says: "The maior triad is 
the first and original fundamental chord, existing of it
self. On the other hand, the minor triad is derived from 
the major as its opposite, since the relations of intervals 

40As far as I am aware, K6hler is not consider in the 
writings of Peter Rummenh8l1er. 

4lop • cit. 

420p . cit. 

4 3K8hle r I Leicht fass 1 iche Harmonie- und Genera 1 bass
lehre, p. 2. 
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are opposite.n 44 He then shows how the major triad is built 

Example 10. Kehler, Leicht fassliche Harmonie- und 
Generalbasslehre, pp. 3-4. 

a. major triad: 

o II 

b .. minor triad: 

II 

upward, the minor triad downward, and goes on to explain 
that "the major chord, therefore (since it strives upward), 
is comparatively lighter, more freely acting compared to the 
minor [chord], whose effect, contrary to the major is more 
sad, more depressed. Thus when we say: Major s cheer
ful, minor sad, this is founded in the nature of the oppos
ing relations of the two chords."~5 

As we might have expected, Hauptmann's philosophical rea
sonings are absent from this explanation; the student learns 
simply that the minor is the opposite of the major, and that 
this is why the two tr iads have oppos i te effect. Further
more, the explanation that the minor triad is the opposite 
of the major (Hauptmann's explanation) is given separately 
from the explanation that the two triads differ in the qual
ity of t iI thi This latter interpretation conflicts 
with the "inner nature" of the minor triad, because the mi-

44"Der Durdreiklang ist der erste und unspr8ngliche, 
auf sich selbst beruhende Grundaccord; der Molldreiklang 
dagegen geht von dem in Our, als dessen Gegensatz, aus, in
dem er aus entgegengesetzten Intervalverh!ltnissen besteht." 
(Ibid.; p. 4). 

45 "De r Du r accord ist dahe r (als au fvl11rts strebender) 
verglei ise leichter, freier wirkend gegen den in Moll, 
welcher gegen Our traber, gedr8ckter wirkt. Wenn man also 
sagt: Dur kli t heiter, Moll traurig, so 1st das in der 
Natur der entgegengesetzten Verh!ltnisse beider Accorde be
gr6ndet" ( id.). 
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nor third is not a "directly intelligib " interval, but 
this explanation La better suited to helping a student learn 
how to play minor triads at the piano (for who could be ex
pected to learn how to play them while thinking that they 
are built upside-down?). It seems, therefore--at least in 
this instance--that Hauptmann's theory is used to explain a 
musical occurrence, but that it has no bearing on what a 
student should do or how he should do it. 

Rather than consider this book further, we can turn to an 
article written by K5hler in 1873, which is devoted specifi
cally to a discussion of the use 01 Hauptmann's theory in 
the usual instruction in harmony. 4 I 11 enumerate six 
Hauptmannian concepts which K5hler considers especially im
portant. First, and most important, the student must learn 
Hauptmann's manner of constructing the minor key. Second, 
K5hler emphasizes that the student must be made to under
stand the minor scale as explained by Hauptmann. He com
plains that the theory of the minor scale which says that 
the sixth and seventh degrees are to be raised and lowered 
was, before Hauptmann, "a theory so purely external, that 
confusion was brought straightaway into theoretical 
knowledge, since it is possible to raise or lower a chord 
tone wi th a pen, but ce1tainly not according to the inner 
essence [of that tone] 1"4 Example 11 shows how Hauptmann's 
system should be used to explain the so-called "alterations" 
in the key of A-minor. The tones F-sharp and g-sharp, which 

Example 11. K5hler, "Ueber die Varwerthung der 
Hauptmannischen Theorie im Unterricht," p. 375. 
"Alterations" of the s th and seventh degrees 

in the A-minor scale. 

A-minor 
I 

G - bV - D - f - A - c - E - gI -B-difo-FI 

* ________________ *_------____ ~==>-c~~ _____ i_: ______ --~* 

46K5hler, "Ueber die Verwerthung der Hauptmann'schen 
Theorie im Unterricht." 

47"Die Theorie der Molltonleiter mit ihrer Erh5hung und 
Erniedrigung der sechsten und siebenten Tonleiterstufe war 
bisher eine so rein gusserliche, dass damit geradezu Verwir
rung in die theoretische Erkenntnis gebracht wurde, da es 
doch nur mit Feder, nicht aber dem innern Wesen nach m5glich 
ist, eine Accordton zu erh5hen oder zu erniedrigenl" 
(Ibid., p. 375). 



MORITZ HAUPTMANN 21 

are used in the ascending scale, are shown harmonically to 
belong to the key of the dominant, while the tones G and f, 
used in the descending scale, belong to the key of the sub
dominant. Third, the "true meaning" of major and minor tri
ads, which we have already discussed, must be brought into 
the usual thorough-bass instruction. 

Fourth, Hauptmann's laws for dissonance and its essence 
are important. K5hler uses the seventh chord as an example, 
saying that before Hauptmann it had been said--"quite ama
teurishly"--that a seventh chord is produced by placing a 
third above the fifth of a triad. On the contrary, Haupt
mann describes the seventh chord as the union of two triads 
related by third. Fifth, K5hler gives the chord progression 
shown in Example 12a, and referring to the second chord, 
says that it is not to be understood as "the diminished 
chord b-D •• F wi th the b lowered to b-flat," as some have 
"curiously taught." Example 12b shows that this chord, our 

Example 12. Kohler, ibid. The [Neapolitan sixth] chord. 

a. illustration: , 
II .. 

J • "'-::. • \or 
I ;, , .. ,., 
.....,; :v • ." 

V .=- r f .. 
bl explanation: 

A-minor 

G - bV - D - f - A - c - E - gl - B 
~~~ '= ........,. ,-/ 

r 

Neapolitan sixth cho , is actually part of the key system, 
and results from an overlap into the region of the sub
dominant. 

Finally, K5hler asserts that the "augmented sixth" chord 
marked in Example 130. is not to be understood as a sixth 
chord whose sixth, d, is raised with a sharp, but that the 
tone d-sharp belongs "solidly and naturally" to the key sys
tem, as can be seen in Example 13b. He says: "One can see 
here the related tones f and d-sharp, and will perhaps be
come angry that the augmented sixth chord (e.g., f--A ... d-
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Ex e 13. K6hler, ibid. The "so-called 'augmented 
s I " 

a. illustration: 

b. explanation: 

A-minor, overlapping 

g 
D-f-A-c-E-gif-B-

~~~ 

f--A ... difo 

difo - Fifo 

sharp) ~tS been called a 'D-minor sixth chord with raised 
sixth.I" 

In Examples 11, 12, and 13, we can see that th Haupt
mann, there is no such thing as an "altered" tone: every 
tone is either root, third, or fifth. As if these examples 
were not enough to convince us of the value of Hauptmann's 
theory in instruction, K6hler poses the question, "Shall I 
continue to prove that this All-in-AII is to be used in in
struction, and that every student of harmony has a right to 
requiri this theoretical foundation of his teacher?" 
(etc.). 9 

If we were to understand that a "practi "theory is one 
which deals primarily with compositional techniques, that 
is, with how something is to be done, then Hauptmann's the
ory of harmony alone offers little help. His theory, as a 
"speculative" theory, deals primarily with the question of 
"Why?1f and offers explanations of what composers do. In 

4S"Man sehe hier die Beziehungst6ne f •.. dl und man wird 
sicht vielleicht Argern, jemals den 8bermAssigen Sextaccord 
(z. B. f--A •.• dl) einen 'Dmoll-Sextaccord mit erh6heter Sex
te' genannt zu haben" (Ibid.). 

49"So ich noch beweisen, dass dies Alles im Unter
richtsleben zu verwenden sei und dass jeder Harmonieschfiler 
ein R e c h t habe, diese Begrfindungstheorie von seinem 
Lehrer zu verlangen?" (Ibid.). 
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each of the examples just discussed, this was the function 
which Hauptmann's theory was to perform in the teaching of 
harmony. 

Another attempt to use Hauptmann's theory in a practical 
bool;;: on harmony ?WS that of Oscar Paul. His Lehrbuch der 
Harmonik of 1880 has the stated purpose of COmb~?ing the 
teachings of rdlori tz Hauptmann and Eo F. Richter I - Paul's 
two revered teachers. Richter can be said to represent the 
"practical" side of theory, while Hauptmann of course repre
sents the "speculative." Both K8hler and Paul make use of 
Hauptmann's theory by first stripping it of its philosophi
cal language and speculation, which even learned men had 
difficulty understanding. Illustrations which are given by 
Hauptmann exclusively in his letter-notation are given 
notes on a staff as well, so that pr ems are clearly i -
lustrated to the student. The diluted version of 
Hauptmann's theory is then combined with more traditional 
instruction (intervals, chord inversion, figured bass, etc.) 
in such a way that it serves to explain to the student why 
things are as they are. These attempts of K8hler and Paul 
are successful only to tne degree that Hauptmann's theory is 
actually accepted as a trustworthy explanation. 

Included beneath the heading "Hauptmann Simplifiedll--be
sides the works of K8hler Paul--were those of Hauptmann 
himself, Otto Btlhr, and Wilhelm Rischbieter. These other 
works were not written for use in practical instruction, but 
were intended to make Hauptmann's theory easier to under
stand. B!hr and Rischbieter also felt that they could carry 
the theory somewhat further than Hauptmann did. From these 
works it is clear that there was recognition that Haupt
mann's approach and style of writing made his theory gener
ally unapproachable, and therefore that efforts had to be 
made to render the material II more accessible." But it was 
also widely acknowledged that Hauptmann's work contained 
IImany fine musical perceptions" (as Helmholtz said), even 
though these perceptions were "buried in abstruse philosoph
ical language. 1I It was the most prominent theorists--Helm
holtz, Oettingen f and Riernann--as well as others, who drew 
upon what they considered to be those valuable aspects, as 
they shaped their own i al theories. 

One such theory is that of Otto Kraushaar i entitled Der 
accordliche Gegensatz und die Begrfindung der Sca.,La (Harr!1onic 
Opposition and the Construction of the Scale). ::12 Although 
this small work is mentioned in several sources, its signif-

50 0p • cit. 

51Ernst Friedrich Richter, Lehrbuch der Harmonie (Leip
zig: 1853). Trans. John P. Morgan as Manual of Harmony (New 
York: Schirmer, 1867). 

52 0p • cit. 
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icance has not been brought to light. 53 The contents of 
this 'y/ork hold surpr ise, cons ider ing its date of 1852. we 
will usually associate the method of designating the minor 
triad according to its upper note with the theories of Oet
tingen and Riemann. But Kraushaar was doing such a thing 
fourteen years before Oettingen's work appeared. 

The subject of Kraushaar's book is "harmonic opposition" 
between major and minor, the idea for ich clearly comes 
from Hauptmann's theory of the minor triad, and which he 
learned as Hauptmann's student. But Kraushaar carr ies the 
theory further and applies it more consistently than Haupt
mann. He finds the basis for harmonic opposition in the 
vibration ratios of sounding bodies. In Example 14, these 

Example 14. The overtone and "undertone" series. The 
numerical series represent unit string lengths. 

6 5 4 3 2 1 1 1 1 1 1 
2 3 4 5 6" 

~ 0 .-

Fl A~ 1 C F c 1 2 2 3 e 3 3 c c g c g 
I 

minor major 

ratios are g as ~lo numeric ser , re r resenting 
unit string lengths. The series of fractions corresponds 
to the overtone series, and will produce a major triad. The 

53Hauptmann mentions Kraushaar's book the Preface to 
his Natur der Harmonik und der Metrik, saying that Kraushaar 
acknowledged his indebtedness to him only in a personal let
ter which accompanied a complimentary copy of the book sent 
by Kraushaar. Hauptmann expressed the wish that he had gi
ven credit in the work itself, for might appear strange 
that two theorists shOUld come to the same conclusions inde
pendently. Kraushaar's system was discussed briefly by Oet
tingen (Harmoniesystem, pp. 47n, 86), and is given short 
mention in the earlier editions of Riemann's Musik-Lexikon. 
I have not found mention of Kraushaar by Rummenh611er, but 
he is mentioned briefly in Mark Hoffman's "A Study of German 
Theoretical Treatises of the 19th Century" (Ph.D. diss.; 
Rochester: 1953). 

54Kraushaar does not use both integers and 
which I have done in the interest of clarity, but 
the series of positive integers (1 2 3 4 5 6 etc.) 
"positive" and a "negative" direction. 

actions, 
considers 
in both a 
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ser s of integers corresponds to the in II ertone ll 

series, 11 puce a inor triad IIUpS " Since 
the overtone series is an II " or" itive" series, the 
major triad is thought of ive." se, s 
t II rtone" series is a " or "negative" series, 
the nor triad is II ative." 

Kraushaar s using vibration ratios 
sition of major and (a method 

shunned) f the concept r from t 
mann. But Kraus proc to e and use 
chord-designation which indicates this opposition. 
shown be, re symbol "+" means "positive" 

c e g = +c 
fa-flat c :::: -c 

is 
"_" 

means "negative." Furthermore, Kraus r gives the 
major nor key 

Ex e 15. Kraus 
k 

a. "posi ti ve" : 

b. "negati veil : 

terns, s in Ex e 15, the r 

r , Der accordliche Gegensatz, p. 35. 
of F-major f-minor. 

bV d f ace g 
~~'----

+bV +f +c 

b~ d~ f av c e~ g 
~~~ 

-f -c -g 

key is truly a "triad" of minor triads, in which the 
dominant triad is also minor. This system was discarded by 
Hauptmann, since he felt that the minor key must be premised 
upon a major triad, and thus that the dominant triad must 
major (or perhaps more accurately, since he knew that the 
minor key in practice has a major triad for its dominant, 
and thus that he must justify this fact using his method.). 

How does Kraushaar derive the minor scale? This is i 
lustrated in Example 16. If the major scale proceeds upward 
in a certain pattern of whole and half steps, then the minor 
scale must do the same in the opposite direction (Example 
16a).. The scale produced, shown in Example 16b, is a mir
ror inversion, or the "opposite," of the major scale. But 
since the major scale begins with the root of the tonic tri
ad, the minor scale must begin with the fifth of the tonic 
tr lad. Therefore, what looks like a C-Phrygian scale is 
really an F-minor scale, as can be seen in Example 16c. 
This is the II re" r scale (made "unpure" rough the 
usual "alterat ons"), and it corr to the nor key in 
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Example 16. Kraushaar, ibid., pp. 61-65. The minor scale. 

a. as the inversion of the major scale 

c d e f g a b 

minor 1 1 1/2 1 1 1 1/2 
• 0 • 

c d~ eP f g aP bV c major 
1/2 1 1 1 1/2 1 1 

b. The minor scale produced is: 

c bb aV g f e9 d~ c 

c. Begun on f: 

f ep db c .bb a~ g f 

(The "pure" F-minor scale) 

Example 15. 55 This system, in its essentials, is identical 
to that used by Oettingen, advocated by Th8rlings, and later 
inherited by Riemann. Although Kraushaar received his idea 
from Hauptmann, he has developed a much more consistent and 
thorough system based upon the opposition of major and mi
nor. For this reason, he may be called the "first" harmonic 
dualist. 

It is not possible in this paper to consider individually 
each German theorist who relied to a greater or lesser de
gree upon Hauptmann. Let it be said simply that his influ
ence was great, but that it died out a short way into Hugo 
Riemann's career. Why did it fade away? Partly because of 
the towering stature of Riemann in German theory; he became 
the influential theorist. Partly because of the rise of the 
empirical method--the use of Helmholtz's theory of physiolo
gy--which tended to push Hauptmann's theory aside. And 
partly because theorists were beginning to realize that a 
theory based upon an a priori principle can be only as reli-

55This derivation of the minor scale is not made clear 
by Mickelsen when he discusses the theory of Arthur von Oet
tingen (Huqo Riemann's Theory of Harmony, p. 16). He shows 
that the minor scale is the "exact mirror" of the major (la
beling it "Phrygian"), but fails to explain that this "Phry
gian" scale is actually a "Dorian" scale begun on the fifth 
of the minor tonic triad. 

c 
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able as that principle. 56 If one does not accept the dia
lect ical pr inciple i INhere does t.llia.:t.. leave Hauptmann's theo
ry? Thus Milton Babbitt tells us that a correct music the
ory must proceed from the scientific, or inductive method. 

The main thesis of this paper has been that Moritz Haupt
mann was a "Haupt-Mann," or "leading figure" in the harmonic 
theory of nineteenth-century Germany. This thesis has been 
supported by two claims. The first is that Hauptmann's ap
proach to music theory is unique. It is not a descriptive 
theory such as Gottfried Weber's, and it is not an empirical 
theory such as that of Helmholtz. Rat r, it clearly stands 
apart as a purely deductive theory, as an attempt to relate 
musical laws to a "universal law active everywhere." The 
second claim offered in support of this thesis is that 
Hauptmann had an extraordinary influence upon later German 
theory. We have seen that some of his students attempted to 
make his theory more access Ie or practical. Other theo
rists as well regarded Hauptmann to be an authority and drew 
from him as they shaped their own theories. 

We may accept that Hauptmann the theorist was one of the 
most significant figures in nineteenth-century harmonic the
ory, but may still wonder, "What does his theory hold for us 
today?" Does it offer an explanation of the harmonic prac
t ice of nineteenth-century Romantic composers? No, Haupt
mann's musica17outlook seems to be somewhat conservative, if 
not outdated.~ Does it provide new analytical means? No, 
his main i"ork does not contain a single musical example. 
Does it explain the procedures of composition for aspiring 
composers? No. In fact, K8hler stated th~* a composer 
could do entirely without Hauptmann I s theory. Are these 

56An interesting discussion of the relative merits and 
weaknesses of inductive and deductive method and their use 
in music theory is given by Otto Tiersch in the Introduction 
to his System und Methode der Harmonielehre. He points out 
that in a deductive theory, the principles to derived are 
at most unreliable, since the original premise may be un
true. He says also that the inductive process is more cer
t n, as long as the observations are sufficiently exact 
comprehensive, but in the case that the observations are 
inexact or superficial, method can just as well lead to 
false results. He prefers to use the inductive method for 
the most part in the theory of harmony. 

57This is not to say that Hauptmann's theory contains 
only outdated ideas. Perhaps as research in this area accu
mulates, and as present-day theorists are able to penetrate 
Hauptmann's dense writing style, many of those "fine percep
tions" will be brought to light. 

5a"Der Harmoniker der gegenwArtigen Zeit kann als 
Com p 0 n i s t die 8auptmann'sche Lehre g!nzlich entbeh
ren, sein Element is das K 8 nne n, zu welchem er das 
n8thige Kennen bereits inne hat. Aber wer gegenwArtig ein 
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valid questions? Perhaps not, for Hauptmann stated clearly 
that his purpose \'las not to give practical truction or to 
deal with the "external manifestations" of musical phenome
na, but rather to explain the "inner" workings music of a 
law which Hauptmann and certain philosophers felt to be 
"universally binding." His work, then, is essentially phil
osophical, and to complain that it is "of no use" is to 
misunderstand Hauptmann's intent and pu e. 

How then shall \"Ie regard Hauptmann's theory? First, it 
is a reflection of the spirit of the philosophical times, of 
German Idealistic philosophy. Second, as a purely historic 
object made significant by its uniqueness and its influence. 
Beyond these historical considerations, we can learn from 
the manner in which Hauptmann's theory became involved in 
further reflection and discussion about the proper nature of 
music theory: Hauptmann's deductive approach is unsuitable; 
a theory will best derive principles primarily through in
ductive methods. A theory should be "practical" as well as 
"speculative." A theory should be "intelligible" and "ac
cessible," and not require the efforts of disciples as in
terpreters. Finally, a dependable music theory must rest 
upon logical principles. Hauptmann can at least be credited 
with convincing a generation of theorists that "an all-in
clusive system based on ~ogical principles is the most de
sirable kind of theory.,,5~ 

L e h r e r sein will, der sol I u m u s s sieh die 
Hauptmann'sche Begrfindungstheorie aneignen, will er nicht 
seinenl Lehrfache als halber Dilettant ersche "(K6hler 1 

"Ueber die Verwerthung der Hauptmann'schen Theorie im Unter
richt," p. 374). 

59Maury Yeston, The Stratification of Musical Rhythm 
(New Haven: Yale University Press, 1976), p. 24. 


